Abstract: Since the beginning of the twentieth century, the search for a form of theatre that is as close as possible to the ideal became more intense and the active involvement of the public a habit. Likewise, postmodernism has become more and more present in the theatre shows. For the new generations of spectators, postmodernism in theatre is no longer an element of novelty and not even so difficult to digest, because when you grow into a certain historical period, you easily assimilate the features reflected in all aspects of life, cultural, social or political. A special generation from which the audience for the theatre under the postmodernist empire has been selected is generation Y, the generation of those born between 1980 and 1995. For this generation, Shakespeare, for example, can also be extremely cool, not only a classic. Among the performances that claim a modern Shakespeare, helped by video projections and modern music we can focus on the shows Hamlet, directed by Ada Lupu Hausvater at the National Theatre in Timişoara, and, A Midsummer Night's Dream, directed by Radu Afrim, and also Hamletmachine, directed by Giorgos Zamboulakis.
Postmodernism is "a cultural trend that emerged in the sixteenth decade of the twentieth century, which indicates a move away from the elitist culture of modernity, towards an eclectic and populist approach."
1 Among the defining features of postdermism we can identify the blurring of the traditional boundaries between genres and species, the transition to self-reflection, the liberation of fantasy and the borrowing of a familiar language, the mixture of narrativity and lyricism, the oral expression, the valorisation of prosaism, the ostentatious mythologizing of common things, the abandonment of the metaphor and the elaborate image, intertextuality, quotes without quotation marks, taking on characters, symbols, fragments, famous words or simply rewriting other texts, the ironic and parodic recovery of the past, hybridization, fragmentation, collage, recycling of old motifs, themes and aesthetic formulas, irony, playfulness, the return to the reality of the city and the street.
"A hybrid form, interesting in that it is somewhere between what we could call the 'genealogic' and the 'analogic' postmodernism is the theatre. Surely, 20 th century theatre has its own long and complicated history and it has played an important role in the rise of modernism, especially in Europe, thanks to the experiments of German expressionists, Dadaist and futuristic performances, Maeterlinck and Yeats and the works of Artaud and Brecht."
Well, this generation Y also tastes with intensity the theatrical experiments or even puts them into practice. Thus, if we relate to the Romanian stage, to performances by directors such as Radu Afrim, Bobi Pricop or Ada Lupu Hausvater, these keep their interest alive. But the relationship is reciprocal, as these directors are also interested in the world of the Y generation, the symbols and customs that govern it. For this generation, Shakespeare, for example, can also be extremely cool, not only a classic.
From the adaptation of dramatic texts, to bringing the audience to the stage or even to moving the stage into the audience's comfort zone, from minimalism to excess of means of expression, from poor theatre to lush theatre, the current theatre has accumulated expressions that write its history. In years in which technology can be as useful, and as misleading as possible, the theatre director, whether from Romania or from any European country with a theatrical tradition, started from a personal need to express his creativity and, either subjugated by multimedia or manners, or in the skin of the tireless seeker, is eager to learn and create new expressions of directorial discourse. However, no matter how much they would write and how they would fit in the present, classical playwrights such as William Shakespeare, Anton Chekhov, Henrik Ibsen, Samuel Beckett will always make some noise in the world. In our modern times, the way the text signed by a classical playwright is presented to the public depends increasingly on the director. If we take Shakespeare as an example, we will find that he still interests the audience, even if he is conquered by the techniques of postmodernism. What does not surprise anyone, however, is that no matter what transformation the Shakespearean text suffers, the author's voice always rings in the ears of that audience. Each Shakespeare character is memorable. If we were to extract some names and titles from his work, we could stop at Hamlet and A Midsummer Night's Dream. There will always be unexplored tracks or hidden meanings in these dramatic texts.
That Shakespeare's characters are alive and stir the creativity and interest of directors of the new generations is a given that cannot be disputed.
Any active participant in the theatrical life, in Romania or in any other country in which theatrical art is a constantly transforming organism, whether a director, a stage designer, an actor or a spectator, understands the truths and typologies that Shakespeare left as a testament to posterity.
Shakespeare and postmodern theatre
But, before going into the backstage of these performances, it is necessary to enumerate the physical or symbolic means used by the directors of the modern stage to present their vision of a dramatic text, as the theatrologist George Banu identifies them in his book Modern Stage. Mythologies and Miniatures. Thus, he speaks about the unmasking of the backstage, the video, the presence of the seats on the stage, the nude, the shaved head and the hair on the chest, the melon and the scuffed boots, the multiple objects, the presence of children on stage, the interpretation of several roles by the same actor, standing up, music as a surplus of presence, air and lights, the novel's theatre, the raw language as an impression of reality, the audience on stage. Returning to the shows that enhance the value of Shakespeare in modernity, it can be seen that many of these means are easily itentified on stage.
Theatre professor and critic Octavian Saiu claimed in a theatrical conference that "Hamlet is the emblematic character of the beginning of this century. It also contains the crisis of the spirit and the despair of the intellect, which both fail in madness. It is precisely through his unworthy madness that Hamlet is -more than any other Shakespearean hero -our contemporary." 3 So he brings Shakespeare from the century in which he has written into the present, once again confirming his universality.
That Shakespeare is eternally contemporary to us, regardless of the century, is clearly demonstrated by the show Hamlet, directed by Ada Lupu
Hausvater. Her version of Hamlet investigates, within Shakespeare's wellknown story, the destiny of a person that lives in our century and manages to stay away from misanthropy, compromise, and machination. This Hamlet brought in 2016 is accompanied by the music of the Romanian band Subcarpaţi. It is a meeting of rhythms, the one imposed by the English playwright and the rhythms of contemporary music, but also those of the Romanian folklore. Thus, William Shakespeare's Hamlet is reinterpreted with the help of the Romanian band Subcarpaţi, a band that combines elements of electronic music and hip-hop with influences from Romanian folklore. This show analyzes the dilemmas of a generation for which the beauty has become an insurmountable obstacle in almost all aspects of existence. Hamlet himself is just a young, sunny, intelligent, natural and humorous man, in front of great compromises, and the new reality he awakens to is like Pandora's box, opened by others lies, cowardice, opportunism, convenience and lack of responsibility. "Hamlet is a manifesto for people's unhindered right to be authentic, for the right to remain themselves, for the right to keep their distinctive voice in society. I believe that the generations that come need to discover their balance and that society also needs to restore a fundamental truth -that we can exist only in the natural, the naturalness of a life cleansed by fear, by half of measure, of lying and of amorality", says Ada Lupu Hausvater, the director of the show. The audience finds out during the show that the director does not only put a musical background with Subcarpaţi band in the show, but attributes to the vocalist of the band the role of the father's ghost character. Ada Lupu Hausvater's Hamlet dresses in today's urban clothing, travels for hundreds of years to find new resources in Romanian music to exploit new meanings. The hipster, the prototype of the individual who admires and adopts the latest trends in fashion, technology, style, urban culture, seems to inspire the way of being, dressing, talking to the characters played by the actors of the National Theatre in Timişoara. But the Hamlet directed by Ada Lupu Hausvater cannot be accused of superficiality.
Another show in which the postmodernism of a radical scenic adaptation makes its presence felt is A Midsummer Night's Dream, directed by Radu Afrim, a show that premiered in 2012 in Iaşi, and which is representative for the Y generation, raised in a world of technological evolution and emancipation.The world of director Radu Afrim is a puzzled world, a world he unfolds in thousands of pieces. And you, the spectator, will not feel even for a moment passive in this world, because you have a precise role, to recompose the puzzle, which is never the same. The process of rebuilding Afrim's world requires an open mind, a taste for postmodernism, humor and much attention to detail. Therefore, many of the elements that help a director of modernity, listed by George Banu, are found in this Shakespeare thought as though for the Y generation: the video, the nude, the shaved head and the hair on the chest, the music like surplus presence, air and lights, gross language as an impression of reality. Thus, A Midsummer Night's Dream shouts through every tone in the voice of the actors, through every directorial detail materialized in each character, and each note that makes up the soundtrack, the name of Radu Afrim. Using the subtleties and properties of meta-language, Radu Afrim's performance is itself a meta-show, a show that analyzes the symbols and structures of the classical piece from which it draws its roots. The names of the characters are kept, some of Shakespeare's lines can be recognized, the intrigue is the same in essence, but the context and the way in which the action takes place, the identity of the protagonists obey the "Afrim transformation" and demonstrate their compatibility with modernity. Thus, the action moves in the Athens of 2012, Shakespeare's Forest is trapped in a cosmopolitan bar and the characters are confronted with all the dramas and challenges of contemporary society: sexual diversity, the economic crisis, the need for entertainment, emotional superficiality, clear social stratification. The forest and the bar named Forest provide the space for unwinding impressive personalities and for weaving intrigues that will always keep the current air, no matter where they find their place. Love stories, family business, and cabaret numbers reveal to those in the room several worlds in the same run. Radu Afrim manages to bring the love affairs whose protagonists are Lysander, Demetrius, Hermia and Helena in the atmosphere of an overcrowded bar because of the sexual load, the diversity of the artistic numbers offered and the mixture of influences. In regard to the choices the director has made, along with the stage designer, you cannot decide, as a spectator, between baroque, modern and burlesque. The postmodernist technique used by Afrim helps you, however, to understand that this is not a choice, but an assimilation, an acceptance of the whole and its diversity. The actors playing the Shakespearean characters reinterpreted by Radu Afrim manage to team up to create the atmosphere of a classical piece of art in its revolt period. A Midsummer Night's Dream is a journey for which you know for sure that you got your ticket, but that surprises you with every sequence that passes your eyes. No one guarantees you will be pleased, but you can certainly be convinced that you will not head home the same spectator.
But Shakespeare is not only a source of inspiration for dramatic texts, he is also used in modernity even as a pretext for shows that feed on a living collage, composed of fragments belonging to famous writers. The show Hamletmachine, which premiered in 2013 at Vasile Alecsandri National Theatre in Iaşi, is made after such a text, signed by Heiner Müller. The key to understanding it lies in your hands, because fragmentation, postdramatic, unconventionality allow you to be the master of this show. The clues come to you constantly: a line obsessively repeated by the characters as if they were in the process of decomposition, the black of the slag that flows over the protagonists and buries them in their own misery of consciousness, the map of Europe reconstituted from the same black slag, the knife that one of the actors, no matter which, because they are all faces of the same character, shows to the demons of history. Hamletmachine can be precived as a "preface-show", an endless rehearsal, a music box with a rusty ballerina, as a reiteration of a cemetery atmosphere, a cemetery haunted by the spirit of Europe itself. The show Hamletmachine, directed after the text signed by Heiner Müller, is not a re-adaptation of Shakespeare's play, but a live collage composed of fragments belonging to the works of some dead authors, Shakespeare, T. S. Eliot, Joyce, Benjamin, Lessing, Artaud, Brecht, Beckett, Sartre, Fanon, Pound, Dostoevsky, Warhol, Hölderlin, Conrad, Lorca, Marx, and many others. Shakespeare's Hamlet is the pretext Heiner Müller needed to autopsy a Europe killed by his own vices and greed, his own despots, his own cowards and his remains buried in a present government of indifference, superficiality, and artificiality. The subject becomes Hamlet, the actor who plays Hamlet, Macbeth, Richard III, Ophelia, Electra, Rosa Luxemburg, Ulrike Meinhof, and many other real or fictional historical figures. "I give my characters for a history of evil", seems to order a Shakespeare who laughs hysterically from the tomb in the dramatic text signed by Heiner Müller. "But what about my Raskolnikov?", Dostoevsky replies. Nothing maintains a continuous line in Hamletmachine, and, at the same time, everything is imprinted by the stench of sin, history of decay. The seven protagonists embody exacerbated sexuality, hetero and bisexuality, the anxiety of a mind that from time to time flutters with madness, empowerment and subordination, fear and courage, noble cause and greed, freedom and absolute power arrived in the hands of a single character who dreams of venom and flames of demons, not of angel wings. With a collection of symbols, with characters horrified by the eye of the director and the mechanic who make their existence possible, Hamletmachine directed by the Greek Giorgos Zamboulakis forces the limits of theatricality and leads the open-minded spectator to the only conclusion free from the mist of doubt, "something is rotten in this age of hope."
In each of the three shows, Shakespeare is present, either as the main source of action, or as a pretext for a discourse on modernity and postmodernity. "Shakespeare serves the theatre to reveal the truth of a human being or to qualify an adventure, to highlight the individual's relationships with history or the world."
